to clarify Bataille's political views. They are, and may well remain, elusive. Rather, it will explore the political ambiguity of the novel through one of its most intriguing characters, Dirty, the woman whom Troppmann loves madly but with whom he is impotent.
Dirty has been underestimated by critics. Although some of them (Smock and Zuckermann, and Stoekl) have suggested a connection between Dirty and Nazism, none have really looked at the various manifestations of this connection in the novel, nor commented on its highly paradoxical nature. 4 Dirty is indeed a fundamentally apolitical character never voicing any ideological preferences. Her temperament and behaviours undoubtedly defy Nazi social and moral conventions. The ideal Nazi woman was to be strong and healthy, the guardian of respectability and of German national traditions, the pillar of family values. She was to be wife and mother, but also "an athlete […] a lithe, tanned creature of nature", 5 a symbol of the homeland, Germany. Weak, sick and debauched, neither a wife nor a mother, Dirty shows respect for nothing and lacks any guiding moral principle. Nazi ideologues, for whom respectability was "essential for the maintenance of an ordered society", 6 would have condemned her promiscuity as "abnormal" and "unhealthy". As "a totalitarian masculinist ideology", fascism is "a symptom of a deep fear of women and results in the violent rejection of all nonsubservient or Pluto Press, 2000), pp. 43-49; Michèle Richman, "Fascism Reviewed: Georges Bataille in La Critique Sociale", South Central Review, 14, 3-4 (Fall-Winter 1997), 14-30; Anthony Stephens, "Georges Bataille's Diagnosis of Fascism and some Second Opinions", Thesis Eleven, 24 (1989), 71-89; and Richard Wolin, "Left Fascism: Georges Bataille and the German Ideology", Constellations, 2, 3 (1996), 397-428. In fascism and Nazism, Bataille saw welcome threats of chaos, heterogeneous forces that resisted social integration by taking into account irrational, violent and unexplainable facets of society (see "La structure psychologique du fascisme", in OEuvres complètes, I). 4 Stoekl does underscore the ambiguity of Dirty as representing Nazism, stating that "the redness of [the dress she wears in the train crossing Germany] may be double, signaling both a complicity with Nazism and the intervention of a communist (red) critique" (p. 19). The suggestion of a communist critique seems to go a bit far though, especially when the text itself relates the bright red of her dress to the Nazi flags. However, the real-life model for Dirty's character, Colette Peignot, was a revolutionary Communist and Bataille's lover at the time. 7 In fact, it would be hard to imagine anyone more distant from the Nazi ideal of womanhood than Dirty. Yet, in a paradoxical and significant way, Dirty functions as a reflection of Nazi ideology in the novel, embodying some of the fundamental principles at the core of the Nazi view of the world. This paradoxical embodiment is crucial in the exploration of the novel's ambiguity.
Le Bleu du Ciel is best described, in Barthes' terminology, as a "texte scriptible", one that can be read in all directions, has no linear development, no real beginning, and no real end. 8 Characterized by ambiguity and contradictions, it resists any single interpretation. Following Barthes' notion of writerly texts, Brian T. Fitch's Monde à l'envers/Texte réversible has explored the notion of "réversibilité" in Bataille's fictional narratives, emphasizing the structure of the novel, the confusion between dream and reality, and Troppmann's necrophilia (where the dead assume the role of the living) as examples of the "principe de la réversibilité" in Le Bleu du Ciel.
9 Dirty, I would argue, is the most striking manifestation of this reversibility. Through an examination of her portrayal in the novel, I will show how her character is constructed as a series of paradoxes, which cannot, and should not, be resolved. To make of Dirty the epitome of reversibility in Le Bleu du Ciel, it seems crucial to demonstrate her tie with Nazism. Indeed, given that her actions and manners will appear to any reader as contrary to Nazi morale, the task is to highlight those of her characteristics that hint at a strong yet less obvious connection with Nazi ideology. These characteristics include her animal and divine qualities, her assimilation with Nature, her fascination with the violence of war, and her aggressive and "masculine" sexuality. 10 Finally, this essay will discuss Dirty's reversibility (political and other) as an inherent function of Bataille's heterological writing, and suggest that all attempts to clarify it are useless.
Throughout the novel, Dirty is portrayed as both animal and divine, material and spiritual, as is evidenced in her names. The nickname that Troppmann gives her, Dirty, means soiled by dirt, but also physically and morally "dirty"; while her real name, Dorothea, from the Greek doron (gift) and thea (goddess) translates into "gift of God". She is thus at once dirt and divinity; what is base, material, impure, and what is high, spiritual, pure. From the beginning of the novel, her polarity is emphasized. She is described as beautiful, dressed in a sumptuous evening dress in a squalid place, in the middle of a disgusting orgy. 10 Not all Nazi ideology is embodied in Dirty and all of Dirty's characteristics are not necessarily Nazi.
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her like a goddess who is both admired and feared precisely because she is also an animal, "une bête" (Le Bleu du Ciel, pp. 20, 21 and 166) "écarlate et tordue sur sa chaise comme un porc sous un couteau" (p. 23).
11
The merging of animal and divine qualities in Dirty echoes Bataille's belief that the animality of man is closely connected to his divinity. In Lascaux (1955), for instance, Bataille explains how at the beginning of time, before the emergence of self-consciousness, man could barely be distinguished from the animal and was living in the intimacy of nature and the gods. To be close to the animal is to be close to the divine. And humans are close to animals when they give way to violence, irrational behaviour and sexual exuberance. Dirty releases the animal within her, and in doing so reaches the divine.
Given her animal and divine nature and her connection with dirt, it is not surprising that, throughout the novel, Dirty is compared and even assimilated to natural elements. This assimilation is most striking in two scenes in Le Bleu du Ciel. In the first scene, Troppmann, swimming in the sea at Badalona, feels "la sensation que le corps de Dirty se confond [...] avec la lumière, surtout avec la chaleur" (p. 146). The light and the heat of the sun caressing him are identified with the desired body of Dirty and arouse him. "Je me raidis comme un bâton" (p. 146), says Troppmann. In this episode, Troppmann "makes love" to the sun and the heat identified with Dirty, and fuses with them. This metaphorical copulation leads to the dissolution of Troppmann's being in the sea. After getting "stiff ", he feels "aussi faible qu'un vagissement, comme si Dirty's animality and divinity, and her assimilation with Nature -sun and soil -find a profound resonance in Nazism. In National Socialism and the Religion of Nature, Robert Pois refers to the Nazi view of the world and of humankind as a "religion of Nature". " [T] he National Socialist 'revolution of spirit'," writes Pois, "was ultimately a true religious rebellion or, at the very least, assertion of religious values antithetical to the Judaeo-Christian tradition." 13 In this tradition, man is between the natural world and the infinite God, and therefore separate from both. In the Nazi view, on the other hand, man is both animal and divine. There is no gap between body and spirit, no transcendental divinity. Man is divine in so far as he obeys the laws of nature and lets them live in him. What is divine is natural, and what is natural is divine. Corollary to this first tenet is the belief that man is part of nature: there is no gap between man and nature. The world is a whole, and everything is part of it. "Man is a piece of earth," said Himmler in a speech in 1939.
14 So is Dirty, a piece of earth, an animal and a goddess. With her bright red dresses -the colour of blood and of the "drapeaux à croix gammée" (p. 148) -her nails painted "couleur de sang frais" (p. 46), and her connection with the sun, which also conjures up the image of blood in the novel, she is strongly reminiscent of the Nazi "blood and soil" motif. 15 The blondness of her hair reinforces her bloody and "solar" aspect, which may be related to the swastika, or solar wheel, as well. 16 Troppmann's attraction to Dirty -animal and divine, earth and sun -and his fusion with her can only lead to loss of self and, ultimately, to "death". In Nazism, writes Pois, there is a desire to return to a "state of 'oceanic feeling,' to a time in which that alienation made unavoidable by ego differentiation has not yet appeared".
17 Alice Kaplan comments on the "confusion about boundaries between self and other" characteristic of Nazism. 18 In Civilization and Its Discontents (1930), Freud described the "oceanic feeling" as a sense of oneness with the universe, which characterizes the religious experience, and finds its origin in the nostalgia for the infant's sense of unity with his mother. It is said to be the feeling of babies in the womb, before consciousness emerges, and of infants who still 13 feel one with their mothers. Troppmann experiences this oceanic feeling when he makes love to Dirty-the sun in the waters of Badalona, and Dirty-the earth in the German countryside, and fuses with the sun, the water, the earth and the sky. Interestingly, the incident in Badalona makes Troppmann regress to the state of a baby (he feels "weak as an infant's cry"), floating in the sea ("la mer") as in the amniotic fluid of the mother ("la mère"). In the Trier countryside, Troppmann fuses with Dirty and sinks in her womb/tomb. This episode clearly demonstrates Troppmann's necrophiliac tendencies. He needs to link sex to death in order to be able to perform sexually. It becomes even more meaningful when linked to Troppmann's first manifestation of necrophiliac desire, which takes place as he stands before his mother's corpse. There, frightened and aroused, he masturbates while gazing at her shrivelled body (p. 48). Troppmann links his impotence with Dirty to being necrophiliac -Dirty is simply too beautiful. In the Trier countryside, he is able to make love with Dirty precisely and only because he sees her open body as an open grave. Sinking into her body amounts to burying himself in the earth and plunging into death. In the light of his desire for his dead mother, Troppmann's sexual encounter with Dirty can be read as a yearning to return to the womb, to an engulfing mother-earth. It is as if Dirty, who has turned into German soil (the dirt of the Trier cemetery), becomes the "motherland" to which he can return, a womb he can re-enter in order to lose himself and "die". Troppmann's experience in Trier evokes the irresistible urge of Nazis to lose themselves in the "motherland", in the masses, and in Nazi ideology. 19 It also foreshadows the morbid and quasinecrophiliac sensuality of many Nazi leaders.
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A locus of death, Dirty is also, throughout the novel, directly associated with violent destruction, and more specifically, with war. In one of Troppmann's nightmares, she appears on a hearse as a corpse of pink wax, which soon grows into a monster with a fishbone or jawbone body, the legs of a horse, and a huge mare's skull topped by a military helmet. The monster turns into "une Minerve en robe, cuirassée, dressée et agressive sous un casque" (p. 70). When she sees Troppmann's fear, she rushes at him, twirling her scimitar. " The music of the Nazi children announces the "marée montante du meurtre", the "catastrophe" (p. 184) of the war that will be impossible to avoid. Like the creature of the dream, and like Dirty, the Nazi children are appealing and obscene, they fascinate and frighten. They are a promise of death, of violent destruction and war.
The nightmare, in which Dirty appears under the guise of Minerva, the goddess of war, while confirming her divine character, establishes her direct relationship with war and the Nazi children. The comparison between Dirty and the Commander serves the same purpose. The Commander, an emblem of death and of divine retribution for Don Juan (Troppmann's alter ego) is also, according to Stoekl, "the embodiment of the military and legal state apparatus", 21 "the instance of the deleterious retributive code in the form of fascist law". 22 At the end of the novel, in a train from Trier to Frankfurt, Dirty, dressed in "une robe de soie d'un rouge vif, du rouge des drapeaux à croix gammée" (p. 180), prophesies the coming of World War II, and expresses her desire for a war.
The fascination with violence and war found in Dirty and Troppmann reflects Nazism's fascination with violence. The glorification of war is at the core of Nazism, which justifies irrational violence. The laws of nature are cruel and merciless, and so is the man who follows them. The "ideal [Nazi] type was the storm trooper […] soldiers who led the charge against the enemy". 23 Both Dirty and Troppmann express their desire for a war, a desire that appears unmotivated by anything but a yearning for violence itself. In a conversation with Lazare, a young communist activist, Troppmann acknowledges that war would make him happy; "elle aurait répondu à ce qu ['il] avai[t] dans la tête" (p. 53). Unlike Lazare, he is not interested in what a war might achieve, but in war itself. Le Bleu du Ciel draws a distinction between war (seen as pure and gratuitous violence) and revolution, which implies a transformation of society. Whereas Dirty and Troppmann stand for war, with no concern for its consequences, Lazare, on the other hand, feels compelled to be "à côté des opprimés" (p. 78), even if there is no hope of seeing them succeed in their struggle to take power, and is ready to sacrifice herself for a greater cause.
In many ways, Lazare stands at the opposite end of the spectrum from the dazzling Dirty. In Troppmann's eyes, she is "laide et visiblement sale", with an "aspect macabre" (p. 38). Dressed in "des vêtements noirs, mal coupés et tachés" (p. 38), she has black, short, unkempt hair, and "un grand nez de juive maigre, à la chair jaunâtre" (pp. 38-39).
24 Her "race juive" (p. 73) is reiterated once more in the novel, even though her name, Lazare, would itself indicate it. Troppmann finds her physically revolting and accumulates derogatory terms to describe her: "corbeau" (p. 38), "avaleur de déchets" (p. 46), "rat immonde" (p. 140). Whereas Dirty's "bestiality" carries all the positive connotations of the irrational and the excessive, Lazare is equated with dark and repulsive animals, low on the scale of life. 25 Troppmann's feelings towards Lazare are no less ambiguous than his feelings towards Dirty: fascination and obsession, but also fear, disgust and hatred, going so far as a desire to "la tuer[…]", "la battre, la frapper" (p. 108).
If the beautiful Dirty embodies Nazism, the ugly Lazare can be read as her Communist and Jewish counterpart. There is a clear politicized aesthetics of women in the novel. Attraction prevails in Troppmann's relation to Dirty/brutalNazism/ war for the sake of violence; contempt and disgust, in his relation to Lazare/wellmeaning Communism/revolution for the sake of a better society. Towards the end of the novel, in Trier, Nazism "f[a]it une horrible grimace" at Communism in the guise of Dirty, covered with mud like a soldier after a fight, grimacing at a little boy passing by and staring at her (p. 177). The boy, ugly like Lazare, recalls the little Karl Marx who "avait dû courir, lui aussi, dans les rues désertes de Trèves, quand il était petit garçon" (p. 177). This brief encounter, foreshadowing a Nazi aggression that Communist forces would be unable to resist, at least for some time, is followed, significantly, by the final scene, in which aggressive Nazi boys play terrifying music announcing the carnage of war.
Closely related to Dirty's connection with war is her "masculine" and aggressive sexuality. Dirty has a very feminine appearance: blond hair, elegant dresses, polished nails. She is the most beautiful and exciting woman Troppmann has ever met. Both her nickname, Dirty, and her name, Dorothea, underscore her femininity. Yet she also has a strong masculine side. In the Badalona episode, commented upon earlier, she is assimilated with the sun. Later in the novel, she reminds Troppmann of a "squelette solaire" (p. 156). In Le Bleu du Ciel and elsewhere in Bataille's writings, the sun is an image of the phallus. In "L'anus solaire", for example, the sun is a "verge ignoble", 26 "écoeurant et rose comme un gland, ouvert et urinant comme un méat".
27 "[L]e soleil fixé" is identified with "l'éjaculation mentale" in "Soleil pourri".
28 By her assimilation with the sun, Dirty is imbued with the phallic connotations of the orb. Appearing in Troppmann's dream as Minerva, goddess of war, she is invested with an aggressive, virile quality. In Le Bleu du Ciel, whereas Troppmann is passive and impotent, not only sexually but on all levels, Dirty takes the initiative.
The violence of her sexuality echoes the violence of war. Eroticism, like war, is an unproductive expenditure, a potentially deadly explosion of energy. The firing in the streets of Barcelona, signalling the beginning of the workers' rebellion, has a strong impact on Dirty: she gets sexually "déchaînée […] soulevée par une sorte de fureur" (p. 165). When Xénie (a wealthy bourgeoise in love with Troppmann) knocks on Troppmann and Dirty's hotel door at that very moment, Dirty wants her to stay, for a reason that the reader can only surmise: "J'ai une idée horrible," she tells Troppmann, "[t]u sais que je suis une bête!" (p. 166). This mysterious remark alluding to Dirty's intentions -of a purely sexual or of a murderous nature? -is taken seriously by Troppmann, who pushes Xénie out of the room. Sexual violence goes hand in hand with the violence of fights. After making love with Troppmann in the field in Trier, Dirty, whose body and clothes are covered with dirt, resembles the "soldats qui faisaient la guerre dans des tranchées boueuses" (p. 177). To make love is in a sense to make war, since the subject "dies" in the encounter.
In the eyes of the Nazis, war was inextricably linked to manliness. The ideal Nazi man was to be "in touch with the elemental forces of death, blood and soil".
29 Nazism, and fascism in general, is viewed as a "masculinist ideology", "with its cult of (masculine) youth, of the soldier-warrior, of virile and most often aggressive and violent athletic values". 30 It may therefore be problematic for some to think of Dirty as embodying Nazism, even though she does have an obvious masculine side. Yet, David Carroll, in French Literary Fascism, and Alice Kaplan, in Reproductions of Banality, have both underscored the contradictory complexity of the question of gender in fascism/Nazism. Nazism is a virile ideology in which one can lose oneself to be part of the whole. This oceanic feeling is traditionally regarded as "feminine". " [W] hat would be taken by most critics today as evidence of an absolute masculine ideology has also frequently been treated as the failure of certain men to be 'men', to live up to even a moderate version of "maleness'".
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In Dirty, Troppmann seems to seek power and virility, both of which he lacks. At the same time, he appears to seek fusion with her, identified with Nature. He is ready to lose himself in her and "die". Hypervirilized by his name -Tropp-mann 26 (too much man), also possibly a disguised allusion to the Nietzschean "Super-man" -and by his constant sexual desire, Troppmann is nonetheless impotent, that is, devirilized or feminized: his name has also been read as Trop-peu-man (not enough of man) by Susan Rubin Suleiman. 32 The two interpretations of his name may not be as opposed as they at first appear. Theodor Adorno, in Minima Moralia, argues that "the total realization of the he-man [the tough guy] in, or as, totalitarianism amounts to the creation of what could be called a 'she-man,' a man who is not really a man because he is too much or too exclusively a man". 33 In any case, Carroll warns about the "pitfalls inherent in all attempts to determine the gender of fascism". 34 He emphasizes the "instability and ambivalence of masculine/feminine, paternal/maternal distinctions within the 'virile ideology' constituted by fascism", and "the fusion (or confusion) of genders". 35 The connection between Dirty and Nazism that has surfaced in this analysis seems hard to ignore. Ironically, a character so obviously remote from Nazi ideals encapsulates Nazi beliefs. Exhibiting behaviours opposed to all Nazi orthodoxy, Dirty reflects Nazi ideology as well. As we have seen, this political ambivalence is only one of the paradoxes of the character. At once animal and divine, debauched and pure, earth and sun, feminine and masculine, womb and phallus, sex and death, aggressive and weak, Dirty has emerged as a paragon of reversibility. Her paradoxical qualities prohibit any unequivocal statement about her and make it impossible to pin her down on one side of an axis of meaning. The axis constantly flips over, and Dirty keeps assuming opposite positions. When it comes to ways of interpreting her, the reader is confronted with a process of endless dialectical reversal. As an embodiment of Nazism, Dirty subverts Troppmann's communist ideals in the novel; at the same time, as Troppmann's sick, drunk and debauched lover, she subverts Nazi ideals. Epitomizing reversibility, Dirty can also serve as a powerful metaphor for the whole novel, highly subversive itself, and whose meanings, whether political or other, keep escaping the reader.
Reversibility, paradoxes and subversion are all a function of writing. Le Bleu du Ciel subtly points to writing as the matrix for turning things upside down, undoing and redoing codes. One night in Barcelona, while waiting for a friend, Troppmann remembers stabbing himself in the hand with a pen as a bored child:
